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Ideas relating to ritual and ceremony have interested me for
some time, and the visual possibilities of things archaeological,
and their potential for the expression of ritual ideas seemed to
be the best combination to express how I felt about precious
objects, containment and the vessel. I summarized these thoughts
in my thesis proposal:
I intend to create a group of objects that
relate closed vessel forms to archaeological
or ritual characteristics. I will use glass
and, when appropriate, other media.
This report will define and explain my point of view on each of
the issues in the proposal, illustrate the development of the
forms of the pieces, explain the choices and permutations of
materials, and show how the ideas, forms and materials evolved
into the finished pieces.
Though a maker of objects, some precious, I have not had an
attachment to these objects. Therefore, I have not found value
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in them as a finished product. My concerns have been what
happens to them as they are created, used and abandoned. Vessels
have been particularly fascinating, because their function of
containment severely limits their possibilities of form, and
directly controls their fate in creation, as well as in decay.
It was from this point of view I chose to synthesize elements of
archaeology and ritual or ceremony in order to address the visual
questions of containment, vessels and things precious.
I saw the finished product first as a group of objects. My
intent was to create related elements from an environment and
relate that environment to an idea about closed forms. In
considering the environmental aspects, issues of scale had to be
addressed (which will be discussed later). Slowly the concept of
characteristics developed. First, I felt the necessity to
clarify the difference between denotative and connotative
visualizations of the chosen characteristics. It was never my
intent to create objects that had been lost or buried for ages,
but rather to develop visual cues that allowed the viewer to
create and extend connotative conclusions about decay as he has
intellectualized them. This decision was a consequence of my
opinion of intent, which meant that if a piece of glass was
cracked, it had to be my crack and not merely randomly occurring
in the glass. Thus, characteristics did not have to be a
consequence of the history of the object, as, for instance, the
common denotation of archaeological characteristics would seem to
imply, but could be used to create a context that would connote
specific ideas I held about archaeology.
After I specified my point of view about characteristics in
general, I listed those characteristics about archaeology, ritual
and glass that were important.
Archaeological Characteristics
- Vessels
- Erosion
- Breakage
- Midden
- Age
- Manufactured
- Preservation
- Esoteric/Arcane
- Function
Ritual Characteristics
- Vessels
- Precious
- Arcane
- Function
- Created
- Elevation
- Guarded
Glass Characteristics
- Vessels
- Created
- Precious
- Function
Then, I synthesized the three lists (several times) and
arrived at the point of departure for the project:
- Vessels
- Created
- Arcane (esoteric)
- Function
Obviously, vessel was a primary influence, as well as
providing the direction the forms were to follow. That all these
categories implied some aspect of manufacture was important to my
personal aesthetic. Because I have often felt the need to leave
some "mark of the maker" in the piece, I wanted the arcane/
esoteric nature of the function of archaeological (especially
ritual) objects to discourage the viewers from attempting to
deduce the specific functions of my vessels and instead allow
their imaginations to play freely.
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My original plan was to create small glass vessels and place
them in environmental contexts. The first pieces were small in
scale for two reasons. One, the nature of the processes involved
was experimental and required control that a larger scale would
have lacked. I had seen others attempt lost wax techniques on a
large scale and fail, being unable to deduce their problems
because of so many variables. By reducing scale, the problems of
spruing and venting could be more easily isolated, and burnout
and firing cycles could be accelerated. Two, I sought an
intimate relationship between the viewer and the object. The
size of the objects at this point recreated memories of childhood
fantasies and games in creating miniature worlds and landscapes
in which to play.
The first of these pieces was "Stage One" (Plate 1). The
idea was to create a plane in which sat an architectural remnant
of some destructive event. The plate glass was sandblasted in
order to increase the translucency and create a firm ground
transparent glass would not have offered. The field was sur
rounded with a cement wall to effect a degree of closure that the
broken corner was an attempt to reinforce. The violation of the
boundary, as well as two broken pylons identical to the one upon
which the vessel stood, and the black edge of the boundary were
offered as visual clues that an event had occurred. This event
was a symbol of ways in which things decayed (e.g. breakage).
The second piece, "Arena" (Plate 2), resulted from an
overfiring during the casting process. At 2,000F, the glass
fluxed and fused to the investment, creating an appearance of
erosion and decay which visually antiquated these cast pylons.
"Arena"
was inspired by these found objects, and was an attempt
to create a more ritualistic setting. The structural skin,
painted black, was used on the interior and parts of the exterior
because of its irregular texture to symbolize erosion. The
stucco finish, painted white, was used to show the original
texture and infer possibilities for the original form. The
pylons here acted in the role of guardian figures or barriers to
increase the importance of what was to be found inside. On a
slightly elevated part of the floor of the interior was placed a
cast glass vessel. The isolation, elevation and visual contrast
between the vessel and its environment made it stand out as an
important element and offered plausible justification to consider
it more than just a vessel.
The major criticisms about these pieces revolved around the
degree of closure and how the industrial materials were used. My
intent had been to create environments that were accessible,
allowing the viewer some intimacy, yet of a high enough contrast
to keep some intellectual distance between the viewer and the
work. A frequent criticism was that the pieces were too open,
which prevented some level of mystery and esoterica. Even in
"Arena," with its obvious walls, there was too soon revealed all
of the visual aspects. My immediate reaction was recoiling at
having to entertain the viewer with a kind of treasure hunt.
The second criticism dealt with the obvious use of one
industrial material (cement) accentuated by the high contrast use
of another (house paint). The sharp black and white tones were
too strong, causing the viewer to bounce around visually rather
than allowing him to explore the piece. Here the scale was seen
as a liability in that the amount of visual stimulus given by the
black and white contrast was greater than offered by the textures
and forms of the pieces. I felt my involvement with the pieces
too close to objectively analyze this observation, so I assumed
it may have had more merit than I was willing to admit.
These, and other observations, I digested for a week before
designing the next three pieces in the series. I took the
position to try and let everything just sink in, without judge
ment, and see what happened next.
I responded to the observations about closure by reconsider
ing the environments as vessels which held vessels. This offered
a chance to speak more directly about my thesis and focus ideas
more cohesively. But, if I was to put a vessel in a vessel, and
still attempt to address the archaeological, ritual and architec
tural issues, then some measure of contrast remained important.
However, high contrast between tones had not proven a sufficient
vehicle, nor did the scale at which I had been working until this
point offer a contrast sufficient to visually compare the
castings (as vessels) with the constructions (as landscapes).
Therefore, I chose to increase the scale of the environments in
order to maintain the contrast between them and still diminutive
containers, and create a more architectural sense of my
archaeological point of view. These decisions resulted in pieces
that appeared more totemic or column-like, yet with the defined
inner and outer spaces of more traditional vessel concepts. And,
when combined with the small, cast vessels, allowed me to
visually experience the idea of a vessel in a vessel.
The totemic aspects allowed direct, near-narrative allusions
to personal and literary experiences. In "Cuckyo Cloud Keeper"
(Plate 3) is a reference to Leslie Silko's novel Ceremony, which
uses a mythological story about a magician who stole the clouds
and caused a drought. In my "Cloud
Keeper," I recreated the cave
of the magician and in it placed the jar in which the clouds were
kept. The source for "What the Thunder Said" (Plate 4) was a
section of that title from T.S. Eliot's "The Wasteland." "Forty-
Two Miles from St. Helens" (Plate 5) was a response to the
destruction of the mountain and the forests when the volcano
exploded.
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Throughout the course of my graduate study, my ideas about
art in general, and my aesthetic in general, became very strong
in the discussion about materials. I felt that the idea and its
communication was most important, perhaps all that was important.
Consequently, whatever medium I chose had to be the most ap
propriate and direct path to the idea. In my opinion, the effort
of artists to use one medium to create objects that were of
another medium is entertaining in that it shows off the potential
of the original medium, but does little to help a viewer past
superficial or sensational ideas and responses. This point of
view was directly connected with my desire to obviate the chaos
of decay and breakage in my work by controlling where each crack
went.
I have appreciated the qualities and strengths of masonry
materials for a long time, and as the architectural aspects of my
ideas became more important, it seemed like the obvious choice.
The technology of fibre-reinforced, surface bonding cement skin
gave me the ability to mold any shape from styrofoam and surface
it with this very strong skin, thus allowing me the freedom to
mold my materials to my concepts at any scale.
Four varieties of glass were used in these pieces; drawn
rod, plate, blown and cast. The rod was used in "Cloud
Keeper"
(Plate 6) in a way that took advantage of its refractive proper
ties. The wall-like arrangement multiplied the image that was
reflected in each rod, creating a diffused, translucent quality
that made it difficult to perceive the interior. When viewed
from the top, a bright interior gave the feeling of ice caves,
and allowed the small black vessel to stand out in contrast. The
top edge of the piece was formed by the ends of the rods, which
were cut to create a slight wave of scallop. Again, the ends of
the rods are broken, but in a controlled way to use a symbol of
destruction to create part of the form.
Plate glass was used in "Stage One" (as noted previously)
and in "What the Thunder Said." The sandblasting in creating
solid shapes, aided in the definition of the negative spaces
between them, allowing me to trace angular visual paths down and
up the sides of "What the Thunder
Said"
and imply lightning. The
broken edges also expressed the poem's references to "carious
teeth" and "cracked earth" (Plate 7). The translucence of the
sandblasted plate also created an atmosphere inside the piece
that enhanced the depth of the interior and referred to the
"frosty silence" in Eliot's poem.
The broken remnants of a six-gallon glass jug and two blown
tubes were used in "Forty-Two Miles From St. Helens." As
previously mentioned, the piece was about destruction in the
Northwest. The fragments on top created a crown of thorns
appearance, and implied the continuation of the two tubes in the
center of the piece (Plate 8). These tubes were blown and cut to
fit the cement parts. The clear one helped imply an ambiguity in
the weight of the top of the piece.
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Most of the technical research centered around lost wax
casting processes to produce the small closed vessels for the
interiors of the environments. After several sandcasting
experiences, a workshop in pate-de-verre, and a course in jewelry
casting, I decided to pursue the lost wax research because the
potential for diversity of form and surface texture was limit
less, and the pieces would not have the grainy quality of pate-
de-verre or sandcasting.
11
IV
Some sources for my work have been noted in relation to the
chronology of the project. The following is a summary of all of
the sources, literary and personal, explanations of the titles of
the pieces, and descriptions of how the sources were applied
visually.
The environmental concept, as has been noted, derived partly
from childhood experiences in creating miniature landscapes or
playfields to fantasize in and explore. Fantastic landscapes are
common to myths and legends and, when transcribed, allow for
imaginative wandering for the mind's eye. Heroes wandering
purposely among the crags and quagmires of alien lands never
thrilled me as much as my own imaginative wandering around the
pieces of dirt, folded blankets and found-object forts I built,
however inspired by reading myths and legends. I sought to give
an opportunity to viewers of my work to wander in, out and around
not so much questioning the origins or intellectual rationaliza
tions of the pieces, but offering a contemplative playground with
a hint of plot provided by the cast boxes.
The mountains where I lived added to the environmental
aspects of my thinking. Standing on a peak in the Tatoosh Range,
or the Cascades, afforded an opportunity to wander visually among
the trees, ravines, passes and trails, creating my own stories or
events. Looking up at peaks from the valley floor gave a sense
12
of boundary or closure to the environment, defined by the skyline
created by the peaks.
In the mountains, where building codes are loosely enforced,
I acquired my first construction experiences with cement. The
log cabins and houses were frequently chinked with mortar and
cement. The contrast of wood and cement textures was striking to
me, inferring miniature landscapes. Glass windows were often
glazed on the exteriors with cement, offering another contrast in
textures. Chinking and mortaring were experiences in layering
low reliefs onto the sides of the buildings. When sighting a
wall, I enjoyed the textural qualities of the wood, glass and
cement and the flexibility the cement allowed the other
materials.
I've never felt an attachment to objects except as tools
with which to work and operate. My philosophy is non-materialist
in nature, and holding objects as precious is lacking in under
standing in the transient nature of reality. Everything changes
whether or not change is perceived, so the nature of change is
more important than the nature of objects. This point of view
affected not only my choice of topic (e.g. symbols of decay/
destruction), but also focused my attention on how I put pieces
together. I found it helpful to express this thinking with a
musical analogy. A jazz musician simultaneously composes and
performs his composition. The art or essence of jazz is in its
extemporaneous and spontaneous creation. A jazz recording is, in
the ears of a musician, not as much jazz as it is a fossil of a
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jazz experience; a type of museum or library where the thoughts
and ideas of a particular moment in a performer's life can be
studied. The passion occurs during the creation, and the
recording can be considered much like books in Goethe's Faust;
repositories of knowledge and experience that can only be truly
realized in personal, authentic experiences. The point of all
this remained that the act of creation, as in the construction of
my pieces, was as or more important than their value as finished
objects.
This began to address the question of why I chose construc
tion as the process to bring all these elements together. The
casting process creates a nearly finished product, so does glass
blowing. Though the products of these processes can be changed,
they remain with some sense of completeness. When I began a
piece, I chose parts and pieces from these processes, altered
them as necessary, and included them in a work that had its
genesis in a bag of cement and a pile of styrofoam. I created
the exact form in my design. I also had the freedom to allow the
materials to affect me over a longer period of time than blowing
and casting allowed. I could leave a piece in parts for a few
days and play with them, or ignore it entirely.
"Arena" is an
example of having interesting parts lying around and responding
to them with a specific and controlled form. This method of
working derived directly from my experience in the mountains of
the Northwest, where optimum performance is generated by a
philosophy explained as "Fly Right At It." The idea is to jump
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blindfolded and headfirst, then figure out the plan. While I had
sketches that predicted the final appearance of the pieces, I
usually created problems I had to solve with a combination of
ingenuity and chutzpah. These solutions not only affected the
visual nature of the pieces but could be left recorded in them,
fossilized, much like the recording of a jazz performance.
Mythology not only provided landscapes, but offered some
provocative thoughts for allusions about the pieces. The Native
American myth about the magician stealing the clouds and hiding
them in his cave fit the nature of "Cuckyo Cloud Keeper." The
inside is hidden from a cursory glance of the exterior. Only at
the mouth of the cave was the secret revealed. The piece was not
a narrative on the story, it was a representation of a point in
the story. The same applied to "What the Thunder Said."
Without having read "The Wasteland," the lightning thunder speaks
with was still perceivable, and the atmosphere within the piece
maintained the energy in the title.
The title "Arena" was a reaction to the piece after it was
finished. The bowl form reminded me of a Greco-Roman coliseum
where games, contests and battles would be held, sacrifices made,
or gods worshipped. Thus, the title is a reaction to a piece
which was a reaction to an event, which all begins to sound like
an abstraction of an abstraction of an authentic experience, but
I digress.
"Stage One" was intended to be a more denotative title than
the rest, referring to the stage of decay of the piece. The
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first event in the story of the destruction of the piece had
occurred. The boundary had been breached, which allowed the
forces of decay to move in and lay claim to this environment.
"Forty-two Miles from St. Helens" was not so esoteric a title.
My studio in Washington is that far from the volcano (as the crow
flies) .
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VI have attempted to summarize the process of my thesis
project from proposal to synthesis of ideas and pieces. I
defined each of the concepts in my proposal and specifically
explained my derivation of archaeological and ritual characteris
tics. I chronicled the environmental concept of my forms from
the small landscape ideas to the larger vessels and what problems
these changes were to solve. I explained my choices of materials
and their applications, as well as offering aesthetic and
biographical reasons for my choices. Finally, I listed the
sources for my ideas, the basic tenets of my working philosophy,
and the explanations for the titles of the pieces.
The point of my aesthetic exploration, besides acquiring a
more articulate expression of my aesthetic, was to deal with the
ideas of containment, vessel and precious objects in the relating
of ritual or archaeological characteristics and closed vessel
forms. The nature of my point of view would allow me to consider
neither the vessels nor their contents as precious. Rather, it
was the experience of the act of creation that was important,
that could be left, fossilized, in the vessels. Which is not to
say that these pieces, in any way, contained my experiences or
memories in the traditional sense of containers holding objects.
My value was not to be found in the vessel; it was the vessel.
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APPENDIX A
Lost Wax Casting of Glass
The lost wax casting of glass depends upon three things: a
highly refractory investment, sufficient venting and a generous
sprue opening. Of the various investments, and investment
recipes available, Columbus Shure-Temp high heat phosphate with
carbon proved to be superior. It easily withstands 1,600F
temperatures without flashing, and still breaks away easily when
cooled. The best, and least expensive, alternative proved to be
a mixture of plaster, alumina, and silica in a ratio of 5:3:2.
This ratio allowed sufficient expansion of the mold while
reducing the problems of quartz inversion. A 1:1 ratio of
plaster to alumina was also satisfactory and eliminated the
expansion problems inherent in quartz inversion. The procedure
followed the normal lost wax process: waxing, spruing, invest
ing, burnout, and casting. Special attention to problems created
using glass are explained below.
There are many kinds of wax available besides the
normal
microcrystalline, file-a-wax and sprue waxes. Paraffin,
candle-
wax, beeswax and carnauba
can be employed in instances where a
particular hardness or softness or
other characteristic is
preferred. The castings in this thesis were whittled
from blocks
of paraffin, due to its ease of carving
and minimal fumes during
burnout.
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After the wax is made, it must be sprued. A deviation from
traditional lost wax processes is of importance here. The sprue
should be large enough to accommodate enough glass for the
finished casting, and the opening between the sprue and the
finished wax model should be as large as allowed by the design,
no smaller than one-half inch in diameter. The model should be
vented from both top and bottom to prevent trapping air and to
allow the glass to flow freely into all parts of the mold.
The next significant deviation from traditional lost wax
processes is the burnout procedure. For dental investment, the
burnout cycle can begin twenty to thirty minutes after investing.
If a plaster recipe is used, the investment must be allowed to
dry completely before burnout begins. The use of tin cans for
investing flasks is recommended, especially for plaster recipes,
as they can be perforated after the plaster has set to speed
drying. Once the mold is dry, place it, sprue end down, over a
pan in the oven. Let it soak at between 200F and 225F
overnight, or until all the wax is melted. Once the mold is
clear, it can be inverted, the sprue filled with glass, and
fired. The firing schedule depends on the thickness of the mold.
A schedule of 100F increases each hour worked well for molds up
to four inches in diameter.
After the casting is complete, the type of glass used will
determine the annealing cycle. Kugler and Zimmerman rods may be
annealed liberally (i.e. fast). Soda-lime and other lead glasses
may need a conservative
cycle. Once cooled, care should be taken
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during investment removal to prevent breakage of flanges or small
details in the casting. Plaster recipes will dissolve in water;
dental investment must be removed by hand. The castings can then
be cleaned and coldworked as desired.
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APPENDIX B
Structural Skin Applications
Conproco Corporation produces a fibre-reinforced surface-
bonding cement material called Structural Skin. It is designed
to create load-bearing block walls without mortaring, and as a
surface finishing alternative when applied over existing sub
strates. Of particular interest to the sculptor is the use of
extended polystyrene insulation as a substrate. When mixed with
acrylic binder K-88 admix, Structural Skin produces a strong,
resilient and weatherproof barrier on polystyrene. Following is
the recommended process for fabricating with these materials:
Extruded polystyrene may be scored and cut with a sharp
knife, especially a serrated edge. Also, straight lines may be
scored, and the polystyrene snapped along the score.
A hot wire
is often used to cut polystyrene, but care must be taken against
the fumes this technique produces. After the pieces
are cut,
they can be laminated together with
rubber cement used as contact
cement. Some cements may corrode the polystyrene.
"Best Test-
products are recommended. Laminated
sections may be carved with
knives and surforms. All surfaces should
be roughened to improve
cement application and
adhesion. Wear joints may be reinforced
with fibre-glass drywall tape
and/or iron binding wire.
Once the polystyrene form is completed,
the Structural Skin
can be prepared. Mix a
small amount at a time (two to ten
pounds), depending upon the intricacy
of the work to be done.
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First, a layer of foundation coat or structural skin is applied,
then a second coat, if called for, or a coat of stucco or other
finish coat. The cement must be mixed with water and K-88 admix
to create a good, trowelable mix. Following are suggested
recipes, per pound, as recommended by the manufacturer:
Grey and White Structural Skin:
2 quarts K-88 per 50 pound bag of skin
= 1.28 oz K-88 per pound of skin
4 quarts H2O per 50 pound of skin
= 2.56 oz H2O per pound of skin
This totals 6 quarts per 50 pound bag
= 3.84 oz per pound
Grey Foundation:
2 quarts K-88 per 50 pound bag of skin
= 1.28 oz K-88 per pound of skin
6 quarts H2O per 50 pound of skin
= 3.84 oz H2O per pound of skin
This totals 8 quarts per 50 pound bag
= 5.12 oz per pound
White Stucco:
1 quart K-88 per 50 pound bag of skin
=
.64 oz K-88 per pound of skin
4 quarts H2O per 50 pound of skin
= 2.56 oz H2O per pound of skin
This totals 5 quarts per 50 pound bag
= 3.2 oz per pound
The cement should cure for at least two hours
between coats, and
twenty-four hours before finishing. After curing, the
cement may
be sanded, filed, ground and painted if
desired.
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APPENDIX C
Local Suppliers
Wax:
Jewelry Toolery
22 Conniston Drive
Rochester, New York
(716) 482-4158
Conproco Products and Information:
Domine Building Supply
155 Gould Street
Rochester, New York
(716) 271-6330
Extruded Polystyrene Insulation:
Henrietta Building Supply
145 Erie Station Road
Henrietta, New York
(716) 334-4020
Glass
Corning Glass Works
Corning, New York
Harry Hinshillwood
(607) 974-7907
Glass Fab Inc.
100 Boxart Street
Rochester, New York
(716) 621-3040
Littleton Company
Route One, Box 843
Spruce Pine, North Carolina
(704) 765-9873
Investment
Johnson and Lund Dental Supply
167 Liberty Pole Way
Rochester, New York
(716) 325-5618
Conproco Corporation
P.O. Box 368
Hooksett Industrial Park
Hooksett, New Hampshire
(603) 668-8810
C and R Loo
1556 - 62nd Street
Emeryville, California
(415) 232-0276
S.A. Bendheim
122 Hudson Street
New York, New York
(212) 226-6730
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